



























Seán O’Caseyの戯曲 The Plough and the Stars（1926）で演じられたほか、小説
であれば Liam O’Flaherty, Insurrection（1950）や Irish Murdoch, The Red and 
the Green（1965）といった作品があり、Neil Jordan, Michael Collins（1996）と





て市街の至るところに「ダブリンは 1916 年を忘れない─ 2016 年」（Dublin 






























目されている。例えば、Richard S. Graysonと Fearghal McGarryが編んだ復










たちをイングランドの銃弾へと」（Did that play of mine send out / Certain 

































































を示して余りある。事件収束からおよそ 3ヶ月が経過した 1916 年 8 月 1 日に、
イェイツが演出家 Edward Gordon Craig（1872-1966）に宛てて書いた書簡から
も、彼が復活祭蜂起を劇場経営難との関わりの中で捉えていたことが滲み出て
いる。
The war has hit our Irish theatre & there have been other troubles & we 
are about to reconstruct it with many changes.... The buildings across the 
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street were burned but the theatre itself is unharmed. We however lost heav-
ily through being unable to play for some time. Under martial law everybody 
had to stay at home after 6.30 for some weeks. We lost one actor killed & two 
imprisoned, but none of our well known players were drawn into the wild busi-
ness, which business however has swept off many of the best of our young 
men̶a sort of vertigo of self-sacrifi ce. (CL #3013)3 
復活祭蜂起に関してもっとも引用されるイェイツの書簡は、パトロンにして
劇団共同経営者であった Lady Gregory（1852-1932）に宛てた 1916 年 5 月 11
日付の、“I am trying to write a poem on the men executed̶‘terrible beauty has 















1月 4日 Bernard Duffy, Fraternity
2 月 8 日 Bernard Duffy, The Coiner
3 月 28 日 John Guinan, The Plough Lifters
9 月 25 日 G. B. Shaw, John Bull’s Other Island
10 月 9 日 G. B. Shaw, Widower’s Houses
10 月 16 日 G. B. Shaw, Arms and the Man
10 月 25 日 William Boyle, Nic
11 月 15 日 D. C. Maher, Partition
12 月 11 日 Bernard Duffy, The Counter Charm
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12 月 13 日 Lennox Robinson, The Whiteheaded Boy (Hunt 252)
1904 年 12 月 27 日にアイルランド国民演劇協会の拠点としてこけら落としを
行ったアビー座は、1910 年代前半にやっと経済基盤が安定し始めたところで
あったが、復活祭蜂起で瞬く間に危機的な状況に陥った。アビー座自体は、驚















芝居をかけるには、1919 年 12 月 9 日初演の The Player Queenを待たねばなら
ず、復活祭蜂起から実に 3年以上が経過していた。その間のイェイツの演劇に
ついては、公衆劇場に背を向けてエリート主義的な演劇に向かったと理解され
ることも多い。1916 年 4 月には、ロンドンのキャヴェンディッシュ・スクエ
アにあったキューナード夫人宅の客間で、夢幻能に影響を受けた At the Hawk’s 
Wellをアマチュア・シアトリカルとして上演し、1919 年には『鷹の井戸』を
含む、少数の高踏芸術愛好家たちに向けた舞踊劇集 Four Plays for Dancersを上
梓したことなどを考えれば、こうした論調にもある程度の妥当性はある。ただ






３．The Dreaming of the Bones（pub. 1919 & per. 1931）
に見る蜂起の記憶
そのような状況下、政治的に不穏当な事態を招きかねないと考えられたため
発表から上演が叶うまで 10 年以上もかかってしまった作品が、The Dreaming 




















The conception of the play is derived from the world-wide belief that the dead 
dream back, for a certain time, through the more personal thoughts and 
deeds of life. The wicked, according to Cornelius Agrippa, dream themselves 
to be consumed by fl ames and persecuted by demons; and there is precisely 
the same thought in a Japanese ‘Noh’ play, where a spirit, advised by a Bud-
dhist priest she has met upon the road, seeks to escape from the fl ames by 
ceasing to believe in the dream. The lovers in my play have lost themselves in 
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（1853-1908）と Ezra Pound（1885-1972）による英訳では、“To dream under 
dream we return. / Three years . . . . And the meeting comes now! / This night has 
happened over and over, / And only now comes the tryst”（Fenollosa & Pound 
141）となっており、死後も回帰する夢に 3年間縛られ続けていると訴えるシ
テの台詞は、まさにイェイツの理解する能そのものである。だが『錦木』では、
僧の仏事のおかげでこの度こそは女が求婚を受け入れ、男は “Happy at last and 






Young Man. You speak of Diarmuid and Dervorgilla.
Who brought the Norman in?
Young Girl.   Yes, yes, I spoke
Of that most miserable, most accursed pair
Who sold their country into a slavery; and yet
They were not fully miserable and accursed
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If somebody of their race at last would say,
“I have forgiven them.”
Young Man.  　O, never, never
Shall Diarmuid and Dervorgilla be forgiven.
Young Girl. If some one of their race forgave at last
Lip would be pressed on lip.
Young Man.    O, never, never











Young Girl. Seven hundred years our lips have never met.
Young Man. Why do you look so strangely at one another,
So strangely and so sweetly?





線になんとか触れようとしているのだが、若者は最後の瞬間に結局 “O, never, 












流れを乱す石のように決して変わらぬ信念─“Hearts with one purpose alone 































Old Man. Twice a murderer and all for nothing,
And she must animate that dead night
Not once but many times!
   　　 O God,
Release my mother’s soul from the dream!
Mankind can do no more. Appease





































1941）による The Dying Cuchulainという彫刻であろう。岩におのれの体を預け
る瀕死のクーフリンを描出したシェパードの彫刻によって、彼と斃れた復活祭














Old Man. ... I am out of fashion and out of date like the antiquated romantic 
stuff the thing is made of. ... On the present occasion they [the audience] 
must know the old epics and Mr. Yeats’s plays about them; such people, 
however poor, have libraries of their own. If there are more than a hundred 
I won’t be able to escape people who are educating themselves out of the 
Book Societies and the like, sciolists all, pickpockets and opinionated bitch-













フリンの死』の構成が、ピランデッロの Sei personaggi in cerca d’autore [Six 



















































































刑された人々の名前を歌い挙げる時ですら、彼はその直前で “Was it needless 
death after all? / For England may keep faith / For all that is done and said”（ll. 
67-69）と自問せずにはいられない。だが続く詩行で彼は、この問いに答えを
出すのを諦め、“We know their dream; enough / To know they dreamed and are 
dead”（ll. 70-71）と呟いてからピアスやコノリーらの名を列挙し、最後に “[All] 
/ Are changed, changed utterly: / A terrible beauty is born”（ll. 79-80）というリ
フレインを今一度用いて、詩を終えるのである。













































重要性について、詳しくは Boyce 259-94 を参照。
2 イェイツが繰り返し問うた「詩人の社会的責任」については、同業者であ
るW. H. Auden（1907-73）もまた、イェイツへの追悼詩 “In Memory of W. 
B. Yeats”（1939）の中で醒めたコメントを残している─ “Now Ireland has 
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In the context of the Easter Rising, some Irish historians now tend to criticise 
or ignore W. B. Yeats, suggesting that the poet, who had nothing to do with the ris-
ing, blurred its signifi cance; his famous poem “Easter 1916” can be seen as prop-
agating an artifi cial myth of the Rising. However, Yeats’s Abbey Theatre, which is 
only 5 minutes’ walk from the Rising’s headquarters at the General Post Offi ce, 
was deeply affected by the Rising. This essay aims to demonstrate that Yeats the 
playwright was not only more ambiguous about the Rising than those historians 
suggest, but also continued to think about it long after his well-known phrase, “A 
terrible beauty is born.”
As the Abbey Theatre shunned the performance of political plays for a few 
years after the Rising, the fi rst play in which Yeats directly referred to the event, 
The Dreaming of the Bones (written in 1919), could not be performed until 1931. 
Yeats blends the symbolic style of Japanese Nō with contemporary social prob-
lems: the Young Man, a volunteer fi ghting at the Easter Rising, meets the ghosts of 
the twelfth-century Irish king and his mistress, whose disruptive action led to the 
Miki Iwata
“I was in the Post Offi ce”:
Representations of the Easter Rising in W. B. Yeats’s Plays
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fi rst English invasion of Ireland. The ghosts dance and ask forgiveness from their 
countrymen, but the Young Man only repeats, “O, never, never / Shall Diarmuid 
and Dervorgilla be forgiven,” and dismisses them. Thus, Yeats’s apparently elitist 
style does engage with some of the issues that concerned modern Irish people.
His very last play, The Death of Cuchulain (1939), tackles the theme from a 
different angle. In 1935, Oliver Shepard’s statue, The Dying Cuchulain, was in-
stalled at the GPO, furthering the tendency to identify the Irish legendary hero 
with volunteers executed by the British government after the Rising. The dying 
Cuchulain in Yeats’s play is utterly anti-heroic, being old, weak, and fi nally de-
capitated by a blind beggar with his cutlery knife. And yet, the play suggests, he 
is heroic in that he nonchalantly accepts his shameful death. Yeats continued to 
think about what the Rising could mean, as he incessantly revised the play until 
the fi nal days of his life. 
